Introduction
In an essay on cinema, subjectivity, and capital in the age of globalization, Kathleen Newman offers an urgent reminder about film's multi-layered complexity in terms of how it speaks to spectators:
How a film instantiates the geopolitical imaginary of a particular historical time and place, whom the film addresses and from what geopolitical perspective, and what a film accomplishes as a narrative are understood to be the simultaneous operation of multiple scales. (Newman 2009, 3-4) Newman's statement echoes the point made by Shohat and Stam (1994, 205) that films are as much about address as representation. They are also about the processes through which the human subject comes into being: 'Given subjectivity is constituted in language, narratives are then the evidentiary sites of simultaneous multiple subject positionings' (Newman 2009, 5-6) .
Newman is making a broad theoretical point about language and her reflections do not distinguish between specific languages nor their contextualisation. What I want to do in this essay is take her insight into a precise geopolitical context referring to the constitution of subjects through narrative in and across specific languages. The spatial focus of my study is the multicultural periphery of contemporary Rome, described by Áine O'Healy as 'a space of fluid movement between Africa and northern Europe ' (2009, 189) . It is also a fluid linguistic space in which standard Italian and its regional variants co-exist with the multiplicity of languages spoken by Italy's new migrant population. I want to look at how film represents this heteroglossic mosaic and how it figures a subjectivity constructed not by language in the abstract, but by languages in their material location and difference. My focus is on the management of this type of mixed linguistic economy and its effects in two films directed by Claudio Giovannesi. The first Fratelli d'Italia (2009) is a documentary focussing on three teenagers of non-Italian origin living in Castelfusano, near Ostia, on the coast near Rome.
The second, Alì ha gli occhi azzurri (2012), fictionalises one week in the life of Nader Sarhan, one of the boys featured in the earlier film. Nader and his parents play semi-scripted versions of themselves in a narrative which pushes to a more extreme degree some of the cultural and inter-generational conflict shown in the documentary. Both films premiered and won awards at the Rome Film Festival, and the later film, produced with financial support from the RAI and the Italian government, was widely distributed on the international film festival circuit.
A compelling feature of these films is their innovative realignment of language, space, and belonging. Indicative of this is an early scene in Fratelli d'Italia, in which Nader buys a can of spray paint. He uses it to inscribe a declaration of love to his girlfriend on a neighbourhood wall: 'Amore mio/La my vita/ 6 TT x me'. The message combines standard
Italian, text speak, and, in a minimalist transnational gesture, a single word of English.
Nader's message is a contribution to what has been called the 'linguistic landscape' of the urban environment, the diverse set of practices through which language is transcribed onto public space. Graffiti is only one example of these practices which include public signage, advertisements, and countless other forms of inscription. These practices demonstrate the material presence of diverse types of multilingualism, produced by a range of hegemonic and subaltern actors and voices. The interest of a 'linguistic landscape' is its proclamation of diversity, and the spatial organisation and occupation of what inevitably appears as mixed or hybrid. Graffiti may seem a particularly subaltern instance of public expression. Yet, Blackwood and Tufi interpret its widespread presence and indeed acceptance in Italian cities as 'an act of identity, rather than transgression'. The mixed linguistic structure of Nader's message is significant less for its content than for what its combination of formal properties achieves: 'If non-standard languages are represented together with Italian on a wall covered 4 in graffiti, then those languages acquire legitimacy and citizenship ' (2015, 11) . What matters about this ostensibly unremarkable bit of graffiti is the way in which it asserts personal identity and cultural presence through a particular linguistic performance including, but also at odds with, the norms of standard written Italian.
The message attempts to inscribe identity in the public domain, and claim 'legitimacy and citizenship' for what might be called an 'accented' voice in the sense that its morphological features mark it as non-standard. While linguistic landscapes are normally defined by the presence of the written word, I want to extend Blackwood and Tufi's insight to the acoustic forms found in Giovannesi's two films. An important reason for this is that Nader's message contains no trace of Arabic, which he speaks at home, and which is heard extensively throughout both films. Just as Nader's graffiti asserts an identity not fully expressed by standard Italian, the multiple linguistic forms and languages heard in the films make claims on, and on behalf of, an audibly diverse nation. The formal hybridity identifiable in Nader's mural inscription underlines subjectivity as something which is unsettled, contested, and negotiated. Subjectivity, as something which is profoundly social and intimately particular, is central to Ponzanesi and Waller's definition of postcolonial cinema:
Postcolonial cinema, while maintaining engagement with collectives, refocuses on the specificity of individuals. Protagonists are not represented as ego ideals or as everypersons, though, but as multi-dimensional figures -often marginalized, subordinated, displaced, or deterritorialized -whose subjectivities as well as subject positions are open to the unexpected, the unpredictable, which may enter from somewhere beyond our particular epistemological ken. (Ponzanesi and Waller 2012, 7-8) The representation of linguistic diversity adds further layers to the visual and narrative figuration of subjectivity characteristic of postcolonial cinema. In my discussion of Giovannesi's two films, I want to keep in mind the kind of uncertainties of place, power, and knowledge Ponzanesi and Waller point to. The places where languages are spoken becomes an essential part of the legitimacy and citizenship they voice. Both films manage a complex linguistic economy involving the co-presence of different languages, voices and accents striated by indeterminacy.
Postcolonial Voices
In the Italian context, 'postcolonial' is not a settled term, but indexes the coalescence of different historical instances of human mobility (Lombardi Diop and Romeo 2012, 1-29) .
It refers to the wide-ranging processes through which Italy has begun to remember its own colonial past and histories of emigration at the same time as it experiences the cultural and socio-economic effects of migration to the peninsula. It also signals Italy's complex investment in European colonialism more broadly, and its sometimes subaltern position as part of Europe's south (Ponzanesi 2012, 57-61) . 'Postcolonial' cannot be meaningfully deployed as a 'minoritizing' category to reference only non-Italian nationals. Instead, it works as a broad and inclusive signifier of dynamic locatedness grounded in a particular geopolitical and geocritical moment. Put in the simplest terms, everyone in Italy is a postcolonial subject albeit with different modalities of belonging and power. Over the last twenty-five or so years, Italian cinema has symptomatically, if not systematically, explored The transnational is actually analogous to the postcolonial: as the postcolonial bears the traces of the colonial, so the transnational bears the traces of the national. In both cases, the past haunts the present. As we become more historically distant from colonial empires, postcolonialism as an explanatory narrative becomes no less valid, but it has to make room for other narratives that can help us understand the history of social inequality on a global scale. (Ezra 2016) The 'room for other narratives' might also be understood as a space of 'minor A common trait in Italian films about migration has been the instrumentalisation of language and accent as a corporeal marker of ethnic difference. While historically, the foreign voice has often been adopted as a vehicle of comedy (Sisto 2014, 44) , in films about migration it conveys a more serious inflection. In Amelio's Lamerica (1993) , an aspiring Albanian migrant hopes he will marry an Italian woman and their children speak only Italian cancelling out any trace of Albanian heritage. A potential tension between visibility and audibility has been acute in films featuring East Europeans who somatically might be able to pass as Italian. insists on, as it performs, the alterity of non-Italians, this performance is also the first sign of a dislocation between language and territory, a key feature of a narrowly construed national film culture.
Graziella Parati has picked up on the dislocating properties of the marked voice in
Italian cinema of migration as a positive assertion of cultural difference:
Film is the medium in which the accent, inscribed in the grammatical imprecisions in migrants' texts, acquires additional meaning. The sound of accented voices adds to the grammatical variants that migrants write in their novels and short stories … Speaking with an accent means therefore thinking with an accent and expressing the difference through a sound that is an agent of change, a mark of uniqueness. (Parati 2005, 125-26) She contrasts the effects of the accent registered through the cinematic medium with its disappearance in literature. So-called migrant writers choosing to write in their acquired language work to ensure that no traces of difference may be discerned by the reader. ' (2006, 129) . Bilingualism is said to generate a split subjectivity. The term 'code-switching' is commonly used to describe how people skilfully shift between separate systems moving from one language to another according to context. García and Li Wei resist the notion of the split and offer a more fluid understanding of the relationship between subjectivity and language whereby speakers move through systems in a process of continuous contamination expanding the repertoire of each language they move through. The dynamic movement of crossing -the trans -of those whose linguistic repertoire crosses languages produces 'transformative' effects on subjectivity as well as on other modes of cultural agency and practice:
as new configurations of language practices and education are generated, old understandings and structures are released, thus transforming not only subjectivities but also cognitive and social structures. In so doing, orders of discourse shift and the voices of Others come to the comparison to two scenes I will discuss later, Italian is used to converse with the Chinese waiter, and while all members of the family appear comfortable speaking in Italian, they revert to Romanian when speaking to each other. This rigid bilingualism is maintained in the film's second section which focuses on Masha Carbonetti, a girl from Belarus adopted by an Italian family. In touch with her brother after several years' separation, she speaks to him regularly by phone, making firm, but ill-defined plans to visit him. A more complex transnational narrative emerges in the third part of the film featuring Nader Sarhan, whose Egyptian parents became Italian citizens before he was born. The film charts the tensions in his life at school and at home detailing conflicts between and across religion, generation, gender, and cultural expectation. School is again a site of conflict, but for Nader it is also the place where strong bonds of friendship have been made. He socialises with other Italians both in and out of school, and unlike Alin, has an Italian girlfriend and is on very good terms with her parents. Nader's identity as an Egyptian Italian is a central thread of the film. While he does identify as Muslim, he challenges religious practice when it comes into conflict with the norms of his friends. Nader speaks with a strong Roman accent, yet also speaks Egyptian Arabic, inserting short phrases into conversations with his Italian friends. His family speak primarily in Arabic at home, but as I will go on to discuss, is comfortable speaking Italian and often switches between the two languages, sometimes midsentence. The predicable practice of bilingual code-switching heard in the first two sections of the film where firm boundaries are maintained between language, place, and identity gives way to a more porous or fluid system of linguistic practice. In Nader's story, 'interference' emerges as both a fact of intercultural life and a modality of cultural fusion and exchange.
Nader's voice is the vehicle for its unaccented transmission. The ductility of his vocal performance puts pressure on the Italian language as the site of audible difference. His accent does not mark him out, yet it would be wholly wrong, as well as incorrect, to say that it functions as a disguise; this would assume in advance Nader's irreducible alterity. Here, the riff of his accent is conversely its very locatability in Rome. Yet, while Nader's family, even at moments of high tension, moves freely between Arabic and Italian, this fluidity is not acceptable elsewhere. At one point, Nader receives a short expulsion from school for disruptive behaviour. One of the reasons given by his teachers is that he speaks Arabic in school. This stark division of linguistic possibility which initially seems to indicate a familiar pattern of binary identification and exclusion, contrasting state institutions with places of affective belonging, is one which both films investigate yet reveal a more complex set of exclusionary mechanisms. Attention to how Nader is placed and moves in and across linguistic and cultural systems tracks these processes.
Language and voice are of course aspects of corporeal performance. The body is a prime resource for the management of cultural difference both by virtue of its capacity for transformation, but also through its recalcitrant materiality. Giovannesi constructs Nader within a recognisably Italian economy of representation which historicises his subjectivity.
Alì ha gli occhi azzurri's title is a slight reworking of a collection of writings by Pier Paolo
Pasolini written between 1950-65. Alì dagli occhi azzurri sketches the contours of his erotically and driven politically radical Rome inhabited by boys from the 'borgate', the Roman periphery, in whom Pasolini saw the traces of a pre-modern Italian culture offering a redemptory presage for the future. Many were migrants, or the sons of migrants, from the South. They were characterised by their speech, the dialect through which they voiced a dissonance from the developing homogenizing national culture that Pasolini abhorred. Yet the figure of Alì himself comes from the poem 'Profezia':
Alì dagli Occhi Azzurri/uno dei tanti figli di figli/scenderà da Algeri/su navi a vela e a remi./Saranno con lui migliaia di uomini/coi corpicini e gli occhi/di poveri cani dei padri (Pasolini 1992, 488) The poem has been seen as a prescient anticipation of postcolonial mobility (Bouchard 2010, 104 ). Prophetic or not, Pasolini's political and erotic figuration both of the 'borgate' and then later of Africa has provided film-makers with a compelling cinematic lexis through which to claim a redemptive political legacy (Restivo 2002, 149, 155) . Indeed films about migration have drawn liberally on Pasolini's legacy as a means of narrating, but also visualizing the young male migrant body. Like Pasolini's ragazzi, they are often involved in petty crime with a value system at odds with the state and its institutions. Shot on location, Pasolini's Roman films and those of his postcolonial descendants, tend to be set in an anonymous periphery, avoiding the clichés of the monumental eternal city (Steimatsky 2008, 119) . She notes: 'the 'mother' -a markedly gendered kinship concept -stresses a static mode of belonging to the national collective …. The uniqueness and organic nature of language imagined as 'mother tongue' lends its authority to an aesthetics of originality and authenticity ' (2012, 9) . Yildiz additionally questions the assumption that the 'mother tongue' is inevitability the language through which the human subject will experience emotion while other languages represent alienating and distancing barriers to self-expression. Alì ha gli occhi azzurri consistently unsettles appeals to a hegemonic aesthetics of belonging in which the migrant could be seen solely in terms of a bounded and gendered culture of affect and origin. The ability of Nader and his family to move emotionally and expressively across languages points to an affective landscape not constrained by national and linguistic
boundaries. Yet this is not a celebratory achievement. On Friday, he visits the mosque and watches his mother and sister through the partition separating the areas allocated to men and women for prayer. The habitation of this stark articulation of gendered and culturally specific space is at stake in both films. The close-up of his mother weeping in the mosque is Indeed, the body, as privileged site of lived subjectivity, yet also as a means of experiencing the local and the global simultaneously, becomes an important hinge of meaning within a mapping of the trans-national. (Bond 2014, 416) For Nader, the embodied habitation of the transnational 'hinge' becomes untenable and unutterable. In Fratelli d'Italia, Nader's story had begun with a close-up of him inserting blue contact lenses into his naturally dark eyes, a habit which is repeatedly highlighted in both films. The later feature film deliberately blurs the boundary between fact and fiction making the blue contact lenses part of the semiotic repertoire of the translanguaging subject.
The film's title from the outset draws attention to the significance the artifice of the blue eyes. The contact lenses transform his body, repeatedly, but never permanently. Close-ups afford a heightened significance to the gesture, yet how to interpret what Nader does remains a problem. For Brigitte, his persistence in using the lenses is laughable. But is it simply the expression of personal preference, a minor act of vanity, or does it pose more difficult questions about the naturalness, authenticity, or locatedness of Nader's bodily presence? In an interview, Sarhan states that he used the lenses to make himself 'look like someone else,'
and points out that in Alì ha gli occhi azzurri, the character he plays tries to imitate Stefano.
Disguise and imitation recur throughout the film. Nader and Stefano wear carnival masks in their comically ill-fated attempt to rob a prostitute. This fusion of the corporeal identities of Stefano and Nader is most vividly acted out when they shave together sharing a mirror with Stefano's father who encourages Nader to go home. His disavowal of his family is absolute dismissing them as 'totally Arab,' yet the disavowal itself does not secure his ambition to 'pass' as a corporeally 'unaccented' Italian.
In this bathroom scene, a remark by Stefano about Laura, Nader's sister, hints at the inevitable rupture of their bond and the difficult intersectionality of ethnicity and masculinity.
Later, Nader's eye lingers on a photo of a younger Stefano's confirmation ceremony, shot in close-up. Diegetically, the brief shot seems unmotivated, yet it creates a critical hiatus, a space of cultural and historical interference, in the boys' friendship. Nader may be a resistant
Muslim, yet the photo is an unspoken, albeit expressive reminder of his difference from
Stefano: there will never be a picture of Nader's confirmation. The entanglement of religious and gender difference undoes Nader. When he comes across Laura kissing Stefano in his car, he smashes the windscreen with his gun and pulls her into the street. Although he fires several shots at the fleeing Stefano, the key element of this scene is that he addresses his sister in Arabic rather than Italian, until then the primary vehicle of communication between them. This sudden reversal shifts the translanguaging Nader to another space, and arguably to the cultural and gender values of his 'mother tongue', while Laura stands in Nader's former place as a gendered Italian subject. He does not return home, however, and the film's ending shows him still locked out with no place to go.
Nader's postcoloniality depends on, and is expressed through, the vicissitudes of corporeality, and its entanglement in language. The voice of Nader's narrative is one of Newman's 'evidentiary sites of simultaneous multiple subject positionings' (2009, 4 Nader's (non)accented voice which doesn't belong to a single place, and is constantly in motion. His blue eyes resonate with his provisionality. His 'mother tongue' is not a space of stability or return. Both Giovannesi's films are about subjectivity, an interiority emphasised by the use of often extreme close-ups of faces and body parts, and an exteriority communicated through wide angle tracking shots of the Roman periphery. For Nader, the cultural fusion of the translanguaging experience is one of homelessness, the 'brisure' of irreconcilable and inexpressible difference. Symbolically, the closing credits of Fratelli d'Italia tell the spectator that while Alin passed his end of year school exams, Nader didn't.
In both films, Nader changes school in the hope of finding a more settled space. His ongoing displacements are 'evidentiary sites' of Europe's ongoing attachment to and investment in proper belongings of language and space. Nevertheless, Nader still (dis)articulates the changing voice of the nation, and initiates a new modality of audience address in transnational cinema.
Notes
1 Italian films which specifically foreground the postcolonial condition, like much Italian cinema, are primarily a local enterprise (Zagarrio 2015, 325-28) . In terms of production, distribution, and exhibition, they generally register little presence outside the nevertheless important international festival circuit. Yet films dealing explicitly with Italy's postcolonial experience are essential for apprehending the nation's conflicted response to global mobility, demographic change, and cultural memory. The earliest Italian films about migration tended to focus on the catastrophe of migration with an emphasis on homelessness and return as the inevitable, tragic consequences of failed assimilation. Gradually however, films of social critique have been replaced by genre products -comedies, romantic-comedies, thrillers -in which the migrant has become a resident if not always citizen, and what remains to be explored are the actual terms of that permanence. Most of these films have been directed by white Italians who have been able to draw on funding opportunities offered by government bodies or privately-owned television companies, as well as on established channels for European co-production. Few have been directed by non-Italians or recent migrants to Italy (Bonsaver 2015, 346-57) .
work. I am interested here in the management of voice (including accent) in films which in his terms are 'unaccented.' 3 Films which feature more than one language test the limits of national cinema which is often characterised by a rigid monolingualism. The exclusion of Saverio Costanzo's Private (2004) from the Oscars because Arabic and Hebrew are the languages spoken in what purported to be an Italian film demonstrates the degree to which national cinema has been determined by language and its conflation with territory. This restriction was subsequently lifted.
4 'Second generation' is a widely used albeit very ill-defined category in Italy. As well as serving to create a fissure in Italian identity, it has also been used by groups such as 'Rete 2 -Seconde Generazioni' as a channel for social activism. The group now conducts most of its activities through Facebook: https://www.facebook.com/groups/41820491538. (2007, 50) , drawing attention to the palimpsestic layering of connectedness, and the intersections of filmic and pro-filmic versions of the city. In addition, all the films mentioned contain a homoeotic/queer stratum which I do not have the space to explore here, but which underlines and is underlined by the recourse to Pasolini's aesthetic repertoire.
